The following paper is an attempt to extend the recent findings of discourse analysis in the area of conversational storytelling by supplementing the more narrowly (text-)linguistic approach with theoretical and structural considerations inspired by the literary discipline of structuralist narratology. Rather than analyzing a new corpus of oral stories and drawing yet another set of conclusions from this new material, I will follow the methodology of my own discipline, narratology, in (mostly) relying on available corpora and subjecting these to literary and theoretical criticism. In doing so, I will pretend that conversational narratives are as worthy of sustained interpretative analysis as literary' works of art.
underlying model for these claims is a one-to-one 'grammatical' relation between form and meaning in a specified context: the historical present tense as allomorph. Since it has, however, proved impossible to find one simple rule that will fit all individual sentences that occur in the (historical) present tense, the problem has naturally remained intractable.
Recent work in discourse analysis, among which Schiffrin's paper still holds preeminence, has escaped this philological deadlock in two ways. It has focussed on natural narrative exclusively -a useful decision because in literary texts there are many kinds of present tense verbs alternating with preterites. In particular, discourse analysts have decided to exclude from consideration the typically continuous present tense passages in the realist novel and in historical writings (from which the name 'historical' present is originally derived), concentrating instead on tense alternation, which is prominent in natural narrative. Nessa Wolfson's (1978 Wolfson's ( , 1979 Wolfson's ( , 1981 Wolfson's ( , 1982 seminal work on what she calls the 'conversational historical present tense' (CHP) was the first to limit itself to oral narrative. The second, even more important decision has been to concentrate on the function of 'tense switching', a question that foregrounds both the switch into the present tense as well as of the switch back into the preterite. This allows for the switch into, and out of, the historical present to be seen as a signal, rather than a morphological category attributing intrinsic meaning to either present or past.
By concentrating on the question at which points within the tale the historical present tense occurs, Wolfson and Schiffrin were enabled to present some ground-breaking results. Thus, it has been ascertained that the historical present occurs only in what Labov (1972) calls the 'complicating action' section of the narrative, and that it cannot be found in the sections called abstract, (embedded) orientation, or coda. Embedded orientation within the 'complicating action' sections, for instance, accounts for a large percentage of past tense clauses and thus for the switch back into the past tense. As regards the function of the historical present tense, Wolfson submits that is is one of several 'performative' features of oral narrative, occurring in conjunction with other performative devices such as direct quotation of protagonists' speech, gestures, exclamations, asides, expressive sounds, and sound effects. These linguistic techniques of performance are subsumed under the title of 'internal evaluation' in Labov's schema.2 Schiffrin does not decisively go beyond the frame of Labovian story structure and evaluative performance function.
Fleischman's (1990) study of medieval narrative and her model of the distribution of markedness among narrative tenses constitute an immeasurable advance over her predecessors. Fleischman relies on linguistic Tense switching and narrative dynamics 369 studies of foregrounding in narrative, which have demonstrated a crosslinguistic preference for the marking of plot-advancing narrative clauses (Hopper, 1979a and b; Hopper and Thompson, 1980; Chvany, 1984; Reinhart, 1984) . Fleischman notes, first of all, that in the context of narrative, the preterite is the unmarked tense, so that present tense forms alternating with the preterite can be considered foregrounded or Marked. In fact Fleischman extends the foreground/background schema to cover two separate planes within the narrative. Foreground can be marked separately both within the plot line (constituted by the narrative clauses of the story's complication section) and within the descriptive ('noneventivel background material. In modern French licit, narrative clauses of course come in the passé simple, whereas the backgrounded noneventives use the imparfait. However, in Old French the background descriptions in the earlier texts are also rendered in the passe simple. Fleischman illustrates that the present tense can function as a device of Toregrounding' in both areas. This yields, on the one hand, the essentially perfective narrative present (NP.) within the succession of narrative clauses in the passé simple and the equivalent Italian and Spanish categories; and, on the other, the imperfective `vi §ualizing' present (NP,) that occurs as the foregrounded level in the descriptive sections of embedded orientation. ' Another distinctive advance of Fleischman over Schiffrin is her more extended use of Labov's narrative subcategories, reintroducing the notions of 'peak' and 'resolution', which Schiffrin had dropped from her analysis. This enables Fleischman to restate with more precision that the historical present frequently occurs at peak points of the narrative and switches back to the preterite for the resolution section. It has of course been noted for a long time (for instance, Heinze, 1924 ) that historical present tense narratives are framed by preterites both at the beginning and the end of the tale. The tense switching paradigm, however, makes it possible to link the switch into the preterite with the notion of 'resolution'.
Fleischman's (1990) is the best study of the historical present we have had so far, and it is particularly to be recommended for its very successful handling of the medieval French corpus -an area of scholarly deadlock for decades. However, even this model still fails to answer some basic questions. The notion of foregrounding does not help to explain why something is foregrounded in the first place, and why other narrative clauses are backgrounded as a consequence. Although Fleischman emphasizes the subjective nature of the narrative present of action (NP.,), which she links to Labov's internal evaluation, the precise nature of this subjectivity remains somewhat vague.' In particular, there is little sense of a dynamic progression of the narrative, since foregrounding is an intrinsically static notion.
Ineipit
I will now propose a schema of plot line and off-plot line structure for natural narrative and will demonstrate how this two-level model accounts for tense usage in oral narrative. In addition it will be argued how, when storytelling developed into a predominantly written rather than oral form, this particular two-level construction had to be abandoned, resulting in an analogous modification of the tense signals in the text.
It may be necessary to specify at the outset that natural narrative consists of intonationally patterned 'idea units' (Chafe 1979), usually brief spurts of about five words each which are coordinated additively and paratactically in most cases. Segmentational units beyond these 'ideas' (which Chafe arranges on single lines) are crucially marked by pauses and hesitations as well as by pitch and volume factors. This is why, in natural narrative, foregrounding and backgrounding are achieved primarily be means of prosodic features rather than by syntactic means. In fact, Thompson's (1987) analysis of subsidiary clauses as typically backgrounded in written narrative demonstrates how the loss of prosodic markers required a new functional system for the structuring of narrative. Subordinate clauses are one means of backgrounding in the written form.
What I will call the plotline includes the following elements: the initial abstract and orientation sections; the incipit (the clause defining the onset of action by means of a temporal specifier: one day, on Monday etc.); the narrative clauses which are temporally ordered as well as high-tone background units within the complicating action span (see below); and the sections entitled resolution, final evaluation, and coda. Off:plotline are all parenthetical remarks -clearly marked off by pauses, lower volume and pitch as well as by increased or slow-down tempo. The off-plotline basically includes two kinds of elements -embedded orientation and commentary.
For instance, in the second of my two example stories (example 15), which I have entitled 'A Fisherman's Tale', the embedded orientation section (line 25) is set apart from the preceding and following discourse by relatively long pauses of (0.79) and (0.52) seconds respectively. Likewise, the commentatory aside about the superstitiousness of the local fishermen (units 45 to 47) is clearly set off by (0.41) and (0.60) second pauses. The distinction between plotline and off-plotline levels of oral narrative correlates with tense usage. In the off-plotline sections, that is to say in embedded orientation and commentary, the tenses relates deictically to the narrators's present moment of discourse. The present tense refers to the present, even in the embedded orientation, when there is an explanation of some general states of affairs which may still be valid at the time of the telling: Fleischman -in the wake of Chvany (1984)-claims that in narrative the past tense becomes the unmarked term of the present/past opposition. However, this applies only to the plotline, and even there only to the narrative episode proper as I have outlined it above, that is to say to the stretch between the incipit and the resolution sections. The two outermost frames; story-resolution and story-incipit, however, predominantly retain a deictic past tense. One can, in fact, argue that the initial incipit and final resolution sections are the macro-structural narrative frames and therefore constitute the boundary between the deictic and the `adeictic' (Harweg, 1975 Since the historical present tense is also frequent in these two stories, the ambiguous forms can clearly be recognized as being functional preterites. Indeed, rung and begun may perhaps be considered dialectal morphological variants of rang and began, and seen of course generalizes from morphological anteriority (compare done get, for got).
Turn
Now what is the function of the historical present tense in this framework? I will argue for two functions which are interrelated, concerning the level of plotting or emplotment (Ricoeur, 1984) However, as we have already seen in Wolfson's story of the house purchase (example 6), the historical present tense also frequently occurs at the incipit points of new story-internal episodes (Hopper, 1979a and b; Kinney, 1985; Webber, 1985) . Once the notion of an important turn of events, be they surprising or not, has been conceptualized, it will cause no great disruption to transfer this 'turn' from the incidence point of a narrative section to the very incipit. The difference between an incidence turn and an incipit turn, which is as subjective as the speaker's decision to mark for turning point at all, consists in the placing of the present tense within the structure of the tale, and it directly depends on the balance achieved between the 'turns' on the one hand and the resolution sections on the other. Each episode necessarily closes with a result/ reaction portion which correlates with predominant shift into the preterite. The result/reaction point is significative as a switch into the preterite because it correlates across languages, with some interesting temporal features. Thus, in French the story-initial and story-final tense is the passé simple, and in spoken discourse the passé compose, whereas orientation and setting come in the imparfait. In German this correlates with the preterite for orientation, setting and incidence (where the French has the passe simple, the passé compose, or the historical present), and the perfect for the result/reaction point (Harweg, 1975 ; Fludernik, forthcoming b). Whereas the historical present highlights the turn and its tellable qualities, the switch back into the preterite (the German perfect) marks story 'point', the meaning of the story, the rational explanatory presentation of what has been described experientially in the setting/incidence part (For narrative 'point', besides Labov, see Polanyi, 1979 and .
Here arc a few examples of the significant switch into the preterite that mark result/reaction: (11) As they were one day discoursing of these and such like affairs, a porter knocks and brings a letter; the maid receives it and brings it to her mistress who presently opens and reads its, but she had no sooner finished her reading, but she pretending to be amazed and affrighted cried out, 'I am undone,' and was so ready to fall into a swound that her servant was forced to apply things to recover her. (Kirkman, 1961 
Recapitulation
The schema of episodic narrative that I have presented above combines several levels of narrative apperception. Oral narrative and its quasi-oral applications rely on brief syntactic units, which are coordinated paratactically. In oral performance plot-line foreground and off-plotline background are distinguished intonationally, and emphasize a double-tiered structure of ongoing story and simultaneous commentary and explanation. On the plot-line the historical present tense structurally marks 'turns', at the same time foregrounding the tellability of these turns. Switches into the preterite on the plotline, on the other hand, signal narrative `point' -the consequences, results and reactions that occur in the wake of turns. The notion of narrative peak or climax can now be aligned to an episode-internal 'turn'. The model requires the analysis of whole stories because only a complete tale can be split into its episodes, and allows the positioning of incipits and incidence turns. Listening to oral narrative in fact engages the audience in a complex interpretative process in which a holistic and dynamic image of the tale is triggered by the structure. Because oral narrative is never continuous, interrupted by numerous off-plot asides, the historical present tense helps to foreground the structural and experiential features of the story, whereas the on-plot preterites dynamically link incidence to consequence and therefore to the tale's teleological meanings.
will The story starts with a brief introduction (lines 1-4), in which suspense is created by referring to the adventure as 'a weird thing'. This is followed by an orientation section and an abstract of the main events, including some general background orientation (lines 8-10). The abstract reiterates the tellability signal 'We did this crazy thing', and enumerates some basic background data: the protagonists are at a camp (explaining some of the excitement of the adventure because they go against regulations in 'partying off the road'), they are counsellors in training and hence allowed to go out for their birthday party. Lines 11-12 signal both the abstract of what basically happened -the car that they have borrowed breaks down -and it initiates the sequence of actions that constitute the storyline. Line 13 reflects a change in the speaker's decision on what to tell next. 'And w-' can either link with line 18, or -more likely -with line 23. The car breaks down, and then the car party is at the mercy of the people coming out of the factory. However, the speaker has to explain how they got into the lot in the first place, and she keeps retracing her steps to explain all the necessary situational factors involved. Since they had moved away from their official route, they could do nothing but pull the car into the lot.
So the speaker now gets back to narrating the events in their narrative sequence (line 13) -event one, the car stalls. This again requires some more background information both on the fix in which they find themselves, and on the whereabouts of the protagonists. (Note that the story never mentions how the party got on its way, or where they were going, so that some orientation is badly required at this point to fill in the missing links [lines 13-22].) Within this orientation section the speaker provides some 'generally valid' characerization of Allentown (in the present tense of the narrators's level), and she invents some constructed dialogue in free indirect discourse to account for the consequences of their lie: 'We were supposed to be out to lunch and why were we here? The speaker is not a very seasoned storyteller. She has to overemphasize the tellability of the story, and she fails to clarify the 'point' (fear) in the early summary section. In particular, the introductory 'we did this crazy thing' (line 6), which seems to suggest an active prank, is misleading because the forbidden step, moving 'off the road to party' is mentioned only belatedly in embedded orientation. Once the speaker gets to the climactic scene the outing is backgrounded against the threat from the man whom they ask to help them. We in fact never learn whether the car got back to working order, or how the party got back to camp.
The episodic structure of the story is highlighted for the listener by means of the historical present tense, which foregrounds the scary incidences of the adventure. In parallel fashion, the 'point' of the tale receives heavy emphasis from the accompanying evaluative clauses that stress the practical and emotional fix in which the protagonists find themselves.
Afonika Fludernik
The sequencing into episodes is additionally helped by the emphasis on one final term in each final clause of the respective sequence: 'BLOWN out', 'HELP', and 'FAR away'. Indeed the emphasis on 'FAR' leads me to evaluate the status of lines 52-53 as a recapitulation of lines 48 and 50, although -from their content -they appear to be part of the coda. This is additionally corroborated by the distinctive repetition of 'It was so crazy' (lines 1 and 54), which reiterates the tellability argument with which the narrator started out. Episode boundaries arc moreover marked by the discourse signal so (lines 13, 18, 29, 31, 37). This first initiates episode one ('so, the car stalled'), a false start (Polanyi, 1978) , which becomes 'true' in line 18, 'So we were in this car', and which precedes the 'all of a sudden' highlight of episode one. So also marks the resultative 'So we asked', and 'So the girl says', and the beginning of episode two (`So he opens').
The story illustrates how the verbs in the historical present tense signal unexpected and emotionally memorable 'turns', reflecting the speaker's emotional involvement in the story -they are the tellable events. The past tense verbs, on the other hand, allow for the evaluation and logical coherence of the tale. Since the historical present emphasizes the tellable events (and tellability is a subjective factor), the speaker has of course a great latitude in deciding what he wants to highlight in this way, if anything. For this reason we find episode climaxes that have only one present tense marking a narrative incident, or a series of incidents, and there may also be a juxtaposition of the actions and utterances of two protagonists, since the tellability of the story resides in the agon between the two parties. The story, which is included in a series of elicited stories about supernatural experiences, begins with an abstract (lines 1-2) . The orientation section starts with line 3, with the first narrative event in line 4, and some further embedded orientation about the kind of fishing they would do and where (lines 6-8). The onset of the story proper is marked by well and a temporal specification ('when we got there'), and the fact that the wind springs up is mentioned -an argument in a commonsense explanation of what really happened. Episode one (presenting John's attitude to the fishing) is concerned with highlighting John's unwillingness to go on and the narrator's persistence in his aim. The highlighting is justified because the emotional impact of the experience is how John, who was less experienced, was actually right in his estimation of the situation, 386 Monika Fludernik although he seems to be wrong because of his superstition. The end of episode one is signalled by a falling intonation more than by length of pause. Now the second peak comes when John gets to see the nuns and the narrator (deliberately??) identifies them as stones, trying to get John to continue with the fishing. The wrong identification is then 'motivated', i.e. explained, by a reference to the weather in embedded orientation (the narrator has as yet not given any hint that the weather had turned as bad as this).
Sometimes the evaluation of the story is missing if it is quite obvious
The next episode is again marked by an initial so (line 27), highlighting that John looks again, a 'historical' present perfect tense' (line 31), and the delayed orientation that the three stones were actually three nuns huddled together. This is followed by another exchange between John and the narrator, in which John reiterates his unwillingness to go on fishing. The forms 'he come back' and 'won't pull net' (lines 36-37) are ambiguous temporally.' Lines 46-47 are the narrator's evaluation of the mentality of the fishermen in this area (delayed orientation and evaluation), and the highlighted sequence ends with the narrator's commonsense rejection of John's argument. This leads on into the resolution section, marked twice, as 'We started to row off' (line 50) and as 'We started rowing off' (line 53), with interpolated embedded orientation, and leads to the final resultant events (lines 54, 56, 57, 59, 62, and 63), with some further background on the state of the weather (now a 'southerly gale'). And the evaluation is then highlighted by the narrator's 'defeat': John has the last word.
Resolution
I am now ready to formulate a number of programmatic theses about the historical present tense which will provide a theoretical framework for the above observations. Thesis 1. There is no 'meaning' of 'the' present tense. The present is a purely morphological category.
Thesis one is meant to imply that (a) there is not one 'meaning' or 'function' of the present tense per se, and (b) that therefore specific uses of the present tense (such as the historical present tense) cannot be explained as 'signifying "present" relevance', 'lifting past events into the "present" of the speaker's reporting' and the like. Since I am no linguist, the above can be little else than an indication of a listener's impressions. In particular, my results concern English oral narrative exclusively, and it is to be seen whether results in other languages coincide with this pattern. One of the problems that I have encountered with linguistic transcriptions of volume, pitch and prosodic contours is that it usually concerns 'sentence' units exclusively, whereas aural experience suggests a more comprehensive contourational structuring which I feel eludes current transcriptional practice. This is therefore an area where discourse analysis still has decisive break-throughs in store. Weinrich's (1964) sense. It is the 'switch' -in conjunction with intonational outline, pitch, pauses (and tempo) -that signals the necessity of an interpretive move to the listener. There are therefore also examples where, for additional effect, tense is switched into an `untypical' present or 'untypical past' to emphasize a change of direction, or highlight an even more tellable occurrence. This is the case, for instance, in the following sequence from Wolfson (1982) , in which the onset of the story has been marked by the historical present tense (the safe arrival at destination in spite of having to sail against the wind), which initiates phase two of the anecdote. Once the events come to the turning point, the climax cannot be marked by the historical present tense because the environment is already in the present, and so we get 'and I said': (17) Oh, yes, we decided to go to this pizza place for lunch so we sailed -we left at eleven in the morning and we got there at three, okay? Four miles -it was against the wind all the way. We get up to the place, we have our lunch, we get back in the boat, and I said to Bud, 'I think the wind died.' (Wolfson 1982 The historical present is also found -at one remove, and with a necessarily modified function -in literary prose that has a distinct teller character, whether in a quasi-autobiographical novel (Moll Flanders), or in an authorial novel," in which the narrator figure is realized as a fictionalized speaker separate from the world of the characters). The historical present tense, as a historical present, cannot occur in a narrative in the reflector mode, that is to say in a narrative in which events are filtered through the consciousness of a (or several) characters (Mrs Deoway) or of a past self's consciousness (E. Gaines, 'The Sky is Gray'). Nor can the historical present tense occur in what is usually called 'camera eye' narrative, where events are presented in an 'objective' fashion. This does not mean that such novels cannot use the present tense at all. In fact both reflector mode narratives and camera eye narratives make frequent use of the narrative present tense. There is then no tense alternation: all verbs on the plotline are in the present tense (Frey, 1946) Wolfson discussed a number of such odd sequences. Since she does not provide more context, it is difficult to evaluate these data. As the 'point' of a story is crucially at issue, one needs to have full stories to test my model.
Thesis 14. Tense alternation is a tense metaphor in

Coda and evaluation
1 have argued in this paper that the historical present tense within the structure of oral narrative signals tellable events, dynamically relating them to statements in the preterite that guide the listener's evaluation of these events, marking the 'point' of the story. The present answer to the old question 'what is the function of the historical present tense' therefore relies on a narratological, discourse-oriented framework of storytelling. In this the present tense has no 'meaning', and it is not even conceived of as 'timeless', but simply marks a differential value in relation to the past tense. In this respect it is in no way different from the past tense itself, which marks the past in contrast to the speaker's present, usually in conjuction with an adverbial of time (Crystal, 1966; Huddleston, 1969) . Once the story-telling session has been announced, tense functions in this differential manner, setting off speaker's asides from the narration of events.
In oral and quasi-oral narrative the presence of a speaker emphasizes the deictic contrast between the present and past tense forms, whereas within the narrative episodes the otherwise marked preterite is allowed to become unmarked. What I specifically add to this static schema of contrasting levels of markedness is the pattern which organizes or config-
